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However,	 an	 in	 depth	 analysis	 of	 the	 existing	 literature	 about	 the	 video	 sharing	 website	
suggests	 that	 little	 research	 has	 been	 done	 from	 the	 point	 of	 view	 of	 a	 business	 oriented	
creator.		
	
After	 researching	YouTube	as	a	practical	environment	 it	has	become	apparent	 that	 there	are	
limited	 resources	available	 for	 amateur	 videographers	who	wish	 to	make	 the	 transition	 from	
producing	User	Generated	Content	to	Professionally	Generated	Content,	and	as	such	this	thesis	
will	contribute	to	the	growing	body	of	material	on	vlogging	and	on	methods	of	developing	an	




the	 traditional	 and	 online	 broadcasting	 scenes	 and	 aims	 to	 highlight	 the	 main	 differences	
between	 traditional	 TV	 and	 modern	 online	 broadcasting.	 On	 one	 hand,	 I	 will	 be	 looking	 at	
aspects	 of	 developing	 a	 programme	 to	meet	 commercial	 standards	 and	 the	 shaping	 process	
that	 this	 goes	 through	 before	 being	 accepted	 by	 the	 traditional	 broadcaster.	 	 On	 the	 other	
hand,	 I	will	 investigate	 the	democratization	of	 independent	 online	 broadcasting	 on	 the	most	













appears	 to	be	 common	because	 it	 is	 the	easiest	 thing	 to	do.	One	of	 the	 shortest	 videos	 I	
saw,	made	by	CrazyKid000888000,	had	little	more	than	this	to	say:	‘I	just	got	a	camera	an	I	





how-to	 and	 advice	 vloggs),	 they	 appeal	 to	 a	 broad	 range	 of	 audiences	 who	 share	 the	 same	
interests.	The	vlogger’s	YouTube	channel	is	subject	to	an	upload	schedule,	has	its	own	audience	
(subscribers),	 shares	 real	 events	 and	 thoughts,	 allows	 for	 viewer	 interaction	 (through	 a	
comment-based	system	and	through	social	media)	and	has	the	 instant	potential	 to	become	a	
sustainable	 business.	 For	 these	 reasons	 (and	 many	 others),	 vlogging	 and	 YouTube	 not	 only	
imitates	 TV	 production	 methods	 and	 watching,	 but	 thanks	 to	 contemporary	 accessibility	 to	
cheap	camcorders	or	mobile	camera	phones,	it	allows	for	a	real	transition	from	amateur,	User	
Generated	Content	to	income	generating	productions	or	Professional	Generated	Content.	
‘Vlogging’	 is	 a	 contemporary	 notion	 that	
some	 call	 a	 trend;	 yet,	 a	 number	 of	 content	
creators	have	proven	its	practicality	as	a	long-
term	 income	 generator,	 for	 example:	
Lonelygirl15	(Figure	1).	Arguably	a	pioneer	in	
vlogging,	 the	 channel	 received	 international	
attention	as	a	"real"	video	blogger	who	spoke	
about	 everyday	 teenage	 life.	 By	 the	 end	 of	
2006	 (YouTube’s	 first	 year	 of	 existence)	
Lonelygirl15	 reached	 massive	 popularity	 on	 YouTube	 and	 youtuber	 Bree’s	 videos	 had	 been	








(a	 surgical	 residency	 student	 turned	 filmmaker)	 and	 Greg	 Goodfried	 (former	 attorney,	 also	




We've	 always	wanted	 to	 stay	 independent	 and	 produce	 interactive	 shows	 that	we	





Their	 company	 has	 since	 received	 over	 $5	 million	 in	 venture	 capital	 funding	 from	 various	
investors	 to	 develop	 more	 shows	 beyond	 its	 first	 franchise	 and	 expand	 their	 offering	 of	
interactive	online	 content.	 Today,	 it	 is	 profitable	 through	brand	 integration	deals,	 competing	
with	 successful	 YouTube	 production	 companies	 such	 as	 NextNew	 Networks	 and	 60Frames,	
















on-going	 debates	 about	 the	 practicality	 of	 democratisation,	 development,	 production	 and	
broadcasting	 of	 User	 Generated	 Content	 over	 one’s	 personal	 YouTube	 channel	 and	
transforming	 this	 into	 a	 profitable	 long-term	 alternative	 filmmaking	 career.	 The	 thesis	
investigates	the	hands-on	aspects	of	independently	creating	content	in	the	form	of	‘vloggs’	and	
places	 it	 in	 comparison	 with	 the	 production	 process	 of	 a	 documentary	 TV	 programme.	 The	
originality	of	this	thesis	is	supported	by	the	hands-on	findings	which	are	selected	from	my	own	
practical	 research	of	 creating	 content	 for	both	broadcasting	platforms	over	 the	 space	of	one	





TV	 broadcasting	 and	 YouTube	 online	 broadcasting.	 In	 doing	 so,	 the	 research	 reflects	 on	 the	
practical	 experience	 of	 creating	 a	 48-minute	 documentary	 programme	 for	 a	 mainstream	
London	 based	 broadcaster	 (the	 Community	 Channel)	 and	 weekly	 video-blogs	 on	 my	 two	
YouTube	channels:	BogdanVlogs	 (personal	 channel	 featuring	comedic	content	about	personal	
experiences,	available	online	at	www.youtube.com/SpudzAX)	and	CorralexMedia	(independent	
production	 company	 channel,	 available	 at	 www.youtube.com/CorralexMedia).	 Through	 this	
work	 I	 intended	 to	 investigate	how	mainstream	TV	broadcasting	and	online	broadcasting	not	
only	 depend	 on	 each	 other	 in	 contemporary	 times,	 but	 also	 imitate	 each	 other’s	 forms,	
methods	 and	 commercial	 viability	 model.	 More	 specifically	 I	 will	 compare	 the	 independent	
production	 and	 distribution	 aspects	 of	 the	 two	 platforms	 and	 highlight	 how	 the	 cultural	
phenomena	 of	 ‘vlogging’	 (video-blogging)	 and	 the	 development	 of	 an	 independent	 YouTube	
channel	 can	 be	 considered	 a	 realistic	 alternative	 to	 traditional	 mainstream	 documentary	
production	and	how	YouTube	itself	has	the	potential	function	as	an	alternative	TV	set.		
	
My	 project	will	 answer	 research	 questions	which	 address	 the	 negotiation	 of	 the	 content,	 on	
one	hand	with	the	Community	Channel‘s	(mainstream/commercial	TV	broadcaster)	acquisition	
team	 and	 on	 the	 other,	 with	 the	 online	 audience	 of	my	 vloggs,	 distributed	 on	my	 YouTube	
channels.	Furthermore,	questions	about	the	modern	dynamic	of	online	content	distribution	will	








From	 an	 academic	 point	 of	 view,	 I	 have	 identified	 a	 gap	 in	 the	 research	 which	 addresses	
YouTube:	 most	 published	 work	 inspects	 the	 online	 streaming	 community	 as	 a	 creators’	
participatory	 culture	 or	 as	 a	 social	 interaction	 platform,	 but	 I	 have	 not	 been	 able	 to	 identify	
work	 which	 address	 the	 practicality	 of	 converting	 YouTube	 from	 a	 hobby	 into	 a	 successful	
business	 (my	target	as	a	digital	content	producer).	Hence	this,	 I	have	conducted	 independent	
research	by	starting	a	new	(personal)	channel	and	building	it	from	zero.	I	have	also	researched	
YouTube	 communities	 and	 established	 youtubers	 whom	 I	 admire	 (e.g.	 Emma	 Blackery,	 KSI,	
Callux)	and	have	noted	what	issues	they	have	faced	and	made	use	of	these	observations	in	my	
own	practice.	Through	my	research,	 I	have	also	highlighted	and	practiced	specific	methods	of	
creating	 an	 online	 persona;	 building	 a	 solid	 audience	 and	 generating	 steady	 income	 with	
potential	 for	 exponential	 growth.	 This	 has	 allowed	 me	 to	 address	 the	 gap	 in	 the	 YouTube	
related	 research	 by	 reflecting	 on	 first	 hand	 experience	 of	 creating,	managing	 and	 promoting	
independently	created	content,	as	well	as	begging	the	process	of	converting	it	into	Professional	
Generated	Content	(income	generating).		
As	 a	 researcher,	 I	 have	 built	 on	my	previous	 experience	 of	 producing	 documentaries	 for	 the	
Community	Channel	(Brilliant	Britain	Kent,	2012	–	a	documentary	about	Canterbury)	and	I	have	
made	use	of	the	existing	contacts	to	pitch	new	and	contemporary	 ideas,	negotiate	their	form	
and	 produced	 a	 new	 documentary	which	 investigates	 the	 practice	 of	 youtubing.	 Throughout	
this	thesis,	I	will	make	reference	to	advice	and	feedback	received	from	the	channel’s	acquisition	
team	ran	by	LM	(Appendix	2	and	4)	and	to	comments	received	on	my	own	YouTube	channels	as	
well	 as	 news	 reports	 about	 vlogging	 culture	 and	 relevant	 information	provided	by	 successful	
youtubers	 such	 as	 Emma	 Blackery	 and	 TomSka.	 I	 also	 make	 references	 to	 my	 professional	
YouTube	 channel	 (CorralexMedia),	 which	 features	 my	 video	 production	 commissions	 and	
behind-the-scenes	clips;	as	well	as	a	series	of	short	films	and	sketches.	My	second	channel	has	




During	my	 12	months	 of	 research	 I	 have	 assumed	 the	 point	 of	 view	 of	 an	 independent	 film	









were	mostly	 determined	 by	 input	 and	 feedback	 from	 the	 TV	 channel’s	 acquisition	 team	 and	
examples	 of	 existing	 documentaries	 such	 as	Please	 Subscribe	 (Dan	Dobi,	 2012):	 a	 film	which	
features	eight	successful	youtubers	from	the	US,	telling	us	why	they	committed	to	uploading	a	
weekly	video,	how	the	democratisation	of	video	equipment	and	broadcasting	has	aided	 their	




My	 YouTube	 channels’	 content	 (mostly	 video-blogs	 as	 well	 as	 a	 number	 of	 short	 films	 and	
sketches)	 saw	 a	 relaxed	progression	with	 input	 (mostly	 positive)	 received	 from	my	 channels’	
audiences	 and	 other	 social	media	 users.	 I	 also	 followed	 examples	 from	 successful	 youtubers	





about	 the	 site’s	 evolution	 from	 a	 simple	 amateur-made	 video	 database	 to	 a	 small	 ‘freedom	
fighter’	and	ultimately	to	a	professional	video	distribution	environment:	its	first	steps	towards	







details,	 covering	 topics	 such	 as:	 developing	 the	 structure	 and	 form	of	 the	 content,	 access	 to	
equipment	 and	 expected	 level	 of	 technical	 quality,	 budgeting,	 the	 style	 of	 the	 productions,	
audience	 engagement,	 communities	 and	 social	 media,	 generating	 income,	 platform	
management	and	copyright	practice.		
The	 following	 work	 presents	 a	 brief	 history	 of	 the	 traditional	 TV	 scape,	 looking	 at	 the	
development	of	the	British	broadcasting	network	and	its	most	notable	channels	(BBC,	ITV	and	
Channel	 4)	 as	well	 as	 community	 content	orientated	 channels;	 and	will	 discuss	 key	historical	
moments	 in	 which	 the	 synergy	 between	 accessible	 production	 technology	 and	 the	 Internet				
aided	 the	 rapid	 democratization	 of	 online	 broadcasting.	 After	 presenting	 the	 history	 of	 UK	
broadcasting,	 the	 thesis	 will	 discuss	 nine	 key	 aspects	 of	 video	 production	 (chapters)	 and	
highlight	the	differences	and	similarities	between	the	mainstream	broadcasting	scene	(TV)	and	
the	independent	one	(YouTube).	The	specific	aspects	of	production	or	chapters,	which	I	will	be	
discussing,	 are:	 1.Pitch,	 2.Stars/Interviewees,	 3.Quality/Equipment/Budget,	 4.Crew,	
5.Style/Audience	 Engagement,	 6.Social	 Media	 &	 Communities/Comments	 &	 Censoring,	
7.Income,	8.Managing	the	Content/Agents	&	Network	and	9.Copyright.	
My	 findings	 will	 be	 supported	 by	 existing	 research	 on	 YouTube	 as:	 a	 new	 medium	 for	
mainstream	 broadcasters	 to	 distribute	 their	 programmes	 and	 to	 extend	 their	 audience	




The	 conclusion	 of	 this	 comparison	 will	 reveal	 mainstream	 acquisition	 and	 online	 audience	
feedback	from	practical	real-life	productions	and	will	evaluate	the	extent	to	which	these	can	be	











dials/frequencies	 offering	 viewers	 from	 all	 over	 the	 country	 a	 reliable	 connection	 to	 news,	




of	 the	 population	 who	 were	 required	 to	 pay	 a	 viewing	 licence	 on	 top	 of	 the	 existing	 radio	
licence,	 putting	 thus	 a	 fixed	 price	 on	 content	 viewing.	 In	 1955	 the	 BBC	 was	 faced	 with	 the	
controversial	 launch	of	 the	commercial	 (independent)	TV	broadcaster	known	as	 ITV	who	also	
had	a	partial	public	service	aspect	to	its	activity.	Hence	the	newly	established	competition,	the	




experience	 as	well	 as	 a	 larger	 catalogue	 of	 shows:	 the	 broadcasters	 also	 imported	American	
series	 as	 part	 of	 their	 on-going	 expansion.	 For	 the	 independent	 broadcaster	 such	 as	 ITV	
however,	 this	 period	 was	 a	 time	 of	 strict	 regulations	 imposed	 by	 the	 IBA	 (Independent	
Broadcasting	 Authority)	 to	 operate	 on	 a	 purely	 regional	 basis,	 hence	 its	 advertising-friendly	
format.	 Since	 ITV	 had	 a	 commercial	 television	 status,	 its	 broadcasting	model	 implied	 selling	




beyond	 the	 typical	UK	 content	 and	 formats	 –	 a	 time	 in	which	 the	 viewers	were	offered	a	 so	
called	 ‘choice’	 in	what	 to	watch	 on	 the	 tube.	 The	 audience	 had	 the	 option	 of	 switching	 the	
channel	 if	 the	current	programme	was	not	 to	 their	 liking;	however	 the	choice	was	 limited	 to	
only	 one	 alternative.	 The	 UK	 TV	 broadcasting	 scene	 and	 the	 viewer’s	 ‘choice’	 saw	 further	
changes	 in	 1982	 when	 Channel	 4	 launched	 with	 a	 new	 and	 innovative	 organisational	 form:	
public	service	funded	by	advertising	revenue	(originally	managed	by	an	ITV	company),	offering	




the	restrictions	 for	 independent	 television	broadcasting	were	 loosened	and	Channel	4	gained	
control	over	its	own	advertising	revenue	from	ITV,	and	digital	broadcasting	promised	to	provide	
even	more	 channels	 than	 analogue	 cable	 and	 satellite,	 as	well	 as	 interactivity	 and	 computer	
services.	Over	the	previous	thirty-five	years,	the	BBC	and	independent	television	(e.g.	ITV)	and	
later	 Channel	 4	 shared	 the	 audience	 on	 a	 roughly	 equal	 basis.	 While	 the	 remote	 control	
provided	 the	 viewer	 with	 the	 freedom	 to	 choose	 between	 three	 channels	 and	 which	
programmes	 to	watch,	 this	 feeling	of	 ‘power’	has	 limited	by	 the	variety	of	programming	and	
rigid	 regulations.	 Placing	 this	 in	 the	 broader	 context	 of	 filmmaking	 and	 overall	 standards	 of	
content	quality,	Charity	(2001:22)	refers	to	that	era:		






independent	 creators	 to	 showcase	 lower	 picture	 quality	 work	 that	 wasn’t	 of	 interest	 to	 big	
players	 such	 as	 BBC	 and	 ITV.	 This	 new	 platform	 established	 a	 new	 creator	 community	 of	
independent	 producers	 who	 did	 not	 make	 programmes	 with	 the	 aim	 of	 generating	 an	





development	 of	 the	 longest	 standing	 community	 television	 service	 in	 the	 UK:	 Swindon	
Viewpoint	 (operated	 by	 Viewpoint	 Community	Media,	 a	 registered	 charity).	 Since	 its	 official	
launch	 in	 1973	 as	 a	 broadcasting	 ‘experiment’,	 it	 has	 served	 the	 public	 interests,	 offering	 a	





To	 harness	wider	 community	 energies	 in	 programme	 production	was	 also	 coupled	
with	 a	 genuine	 personal	 philosophy	 of	 encouraging	 access	 and	 as	 much	 public	






Publicly	 airing	 one’s	 intimate	 life	 was	 a	 popular	 video-form	 long	 before	 the	 invention	 of	
YouTube	and	mainstream	broadcasters	like	the	BBC	saw	lots	of	on-air	potential	for	this	(at	that	
time)	 new	 form	 of	 content.	 	 In	 1993	 (13	 years	 pre-YouTube)	 the	
BBC’s	 Community	 Programmes	 Unit	 started	 Video	 Nation,	 using	 a	
series	of	 small	 and	easy	 to	use	 cameras	distributed	across	 the	UK.	
The	 contributors	 (who	 were	 always	 volunteers)	 received	 Hi-8	
cameras	(Figure	2)	for	one	year,	during	which	time	they	filmed	their	













and	 during	 its	 first	 decade,	 ten	 thousand	 tapes	
were	 shot	 and	 1300	 short	 videos	 were	
broadcasted.	The	format	reached	viewing	ratings	
between	 ‘one	 and	 nine	 million’	 (Video	 Nation		






Today,	 London’s	 Community	 Channel	 operates	 under	 the	 same	 principles	 and	 system:	 it	 is	
a	television	 station	 owned	 and	 programme	by	 The	 Media	 Trust	 (charity)	 and	 sponsored	 by	








By	 2012	 the	UK	broadcasting	 industry	 evolved	 to	provide	over	 480	 channels	 airing	 a	 total	 of	
27000	hours	of	domestic	content	as	well	as	Internet-based	On	Demand	content	which	usually	
featured	 not	 just	 the	 same	 programming	 but	 also	 new	 and	 original	 content	 requested	 by	
viewer,	for	example:	Channel	4’s	Misfits	(2009)	mini-web	series,	mobile	phone	games/apps	and	
open	 discussion	 forums	 for	 fan	 communities.	 The	 phenomena	 of	 online	 mobile	 streaming	
together	with	the	rapid	and	constant	increase	of	broadcaster	variety	now	offered	the	TV	viewer	
a	 virtually	 unlimited	 power	 over	 their	 choice	 of	 content	 viewing.	 These	 modern	 platforms	
allowed	for	ambitious	and	original	creative	expression	for	broadcast	developers,	producers	and	
freelancers;	 allowing	 for	 a	 fresh	 approach	 to	 programming	 and	 attached	platforms,	 however	
there	 were	 still	 clear	 and	 inflexible	 rules	 of	 formatting	 this	 online	 digital	 content.	 While	
traditional	 TV	 was	 constrained	 by	 rules	 of	 the	 Broadcasting	 Acts	 of	 1990	 and	 1996,	 online	
content	was	(in	theory)	not.	Considering	the	context	of	mainstream	profit	driven	broadcasting,	
any	and	all	attached	social	media/additional	content/user	interaction	had	to	keep	in	the	same	




Since	 its	 conversion	 to	 a	 user-friendly	 interface,	 the	 Internet	 	 	 	 has	
become	 a	 somewhat	 unregulated	 space	 for	 content	 creators	
worldwide	who	 chose	 to	 produce	 and	 upload	 their	 work	 outside	 of	
any	 Film/TV/Radio	 mainstream/commercial	 organisation	
(independently).	The	 initial	stages	of	online	distribution	began	 in	the	
mid-90s	with	the	launch	of	Internet	Relay	Chat	or	IRC/ICQ	(Application	
logo	seen	 in	Figure	4):	 the	 first	PC	 instant	messaging	network	where	









As	social	media	continued	to	grow	 into	what	 it	 is	 today,	multiple	sites	were	started	between	
2003	and	2006;	 such	 sites	 included:	MySpace	 (2003),	 Facebook	 (2004)	and	Hi5	 (2005).	These	
social	websites	allowed	users	to	upload	content	such	as	pictures,	videos	and	music	directly	to	
their	 profile	 and	 instantly	 share	 them	with	 their	 friends,	 allowing	 for	 a	 free,	 rapid	 and	 self-
managed	distribution,	however	this	was	not	considered	to	be	a	form	of	broadcast	as	we	know	it	
today.			
Throughout	 its	 history,	 the	 notion	 of	 broadcasting	 was	 associated	 mostly	 with	 mainstream	
productions	 (series,	 films,	music	 videos	 etc.)	mostly	 authored	 by	 celebrity	 creators	 or	media	
institutions	 with	 access	 to	 big	 budgets.	 Their	 interest	 has	mostly	 been	 income	 oriented	 and	
their	productions	reflected	this	in	the	form	they	took	and	in	the	attached	marketing.	The	year	
2006	 set	 a	 mark	 in	 broadcasting	 history	 when	 today’s	 biggest	 video	 sharing	 website	 was	




Today	 the	 site	 represents	 the	 way	 web	 videos	 look	 like:	 short,	 usually	 funny	 and	 easily	
accessible	(a	trait	which	has	benefited	millions	of	creators	worldwide).	YouTube’s	slogan	invited	



















Upon	Google’s	 purchase	 and	 reorganisation	 of	 YouTube	 in	 2007,	 the	 site	which	 had	 created	
financial	 and	 legal	 conflict	 over	millions	 of	 copyright	 infringement	 claims	was	 released	 of	 its	
debts	 to	 the	 TV	 broadcasters,	 Hollywood	 film	 studios	 and	 the	 music	 industry.	 Google	
implemented	 a	 new	 revenue	 model	 and	 introduced	 the	 advertising-based	 Partner	 Program	
(Figure	 7)	 through	 which	 certain	 mainstream-owned	 material	 used	 by	 creators	 would	 be	
allowed	 in	 the	 context	 of	 generating	 income	 and	 sharing	 this	 between	 the	 independent	
producer,	 the	 owner	 of	 the	 material	 in	 question	 and	 Google.	 In	 his	 work	 about	 the	
institutionalisation	of	YouTube,	Kim	explains:	
	
Rather	 than	 competing	 with	 each	 other,	 narrowcasting	 YouTube	 and	 broadcasting	





The	Partner	Program	allowed	creators	 to	 transform	their	 channels	 (accounts)	 into	businesses	
and	careers,	which	was	an	instant	success	and	it	eliminated	the	need	for	traditional	mainstream	
employment	 by	 appealing	 to	 ‘independent	 video	 creators	 who	 are	 looking	 for	 online	
distribution’	 (Ed	 Carrasco,	 2013).	 This	 meant	 that	 any	 creative	 individual	 could	 practice	
filmmaking	with	 the	perspective	of	 real	 success,	without	having	 to	go	 through	the	process	of	

















Felix	 Kjellberg,	 better	 known	 by	 his	 online	 alias	 PewDiePie,	 earned	 around	 $7.5	







Over	 time,	 YouTube	 has	 formed	 new	 patterns	 of	 TV	 watching	 and	 influenced	 traditional	 TV	
distribution	methods,	 by	 offering	 a	 whole	mainstream	 category	 which	 allows	 the	 traditional	
broadcasters	to	deliver	additional	content	such	as	mini-series	and	interactive	competitions,	and	
to	generate	additional	 income.	 In	2008	major	broadcasting	networks	such	as	MGM	and	Lions	














generates	 smooth	 commercial	 links	 with	 talented	 creators	 who	 are	 no	 longer	 limited	 by	








At	 a	 first	 glance	 comparison	 between	 TV	broadcasting	 and	 YouTube’s	DIY	 broadcast,	we	 can	
identify	 a	 set	 of	 very	 obvious	 similar	 aspects	 of	 production	 and	 distribution;	 and	 only	 a	 few	
differences,	all	of	which	are	discussed	in	detail	throughout	the	following	nine	chapters:	1.Pitch,	
2.Stars/Interviewees,	 3.Quality/Equipment/Budget,	 4.Crew,	 5.Style/Audience	 Engagement,	
6.Social	 Media	 &	 Communities/Comments	 &	 Censoring,	 7.Income,	 8.Managing	 the	
Content/Agents	&	Network	and	9.Copyright.	
a. The	 production	 process	 is	 very	 similar,	 consisting	 of	 the	 three	 stages:	 pre-production,	
production	and	post-production.	However	the	YouTube	video	is	not	dependant	on	large	
crews	or	high-quality	expensive	equipment.			
b. Both	distribution	platforms	are	subject	 to	a	schedule.	TV	scheduling	 is	very	strict	and	 is	
dependent	 on	 the	 competition	 –	 every	 slot	 is	 chosen	 in	 accordance	 with	 the	 time	 of	
broadcast,	the	active	audience	at	that	time	and	what	similar	programmes	are	‘on-air’	on	




such	as	 ‘changing	 the	 channel’	 or	 pressing	 the	dislike	button:	 The	TV	 channels	 and	 the	
YouTube	channel,	which	is	directly	linked	to	the	user	account.		
d. The	 audience	 is	 one	 area,	 which	 can	 be	 noted	 as	 very	 different.	 A	 mainstream	 TV	
audience	already	exists:	the	programmes	follow	the	same	‘stock	format’	and	viewers	will	
watch	 certain	 programmes	 because	 they	 feel	 conformable	 in	 knowing	what	 to	 expect.	
The	YouTube	audience	is	very	curious	to	experience	new	topics	and	since	the	videos	are	
inspired	 and	 often	 based	 on	 personal	 experience,	 the	 ‘webisodes’	 are	 fresh,	
unpredictable	 and	 opinionated.	 For	 example:	 creators	 are	 free	 to	 express	 their	 total	
dislike	of	a	product,	idea	or	even	public	figure	in	any	form,	be	it	civilised	or	a	disrespectful	
rant.	This	type	of	content	would	only	be	allowed	on	national	TV	if	it	were	formatted	as	a	
parody	 and	 advertised	 as	 a	work	 of	 fiction;	 however	 YouTube	 allows	 for	 a	 democratic	
sharing	of	one’s	opinion.		










the	 channel	 operates	 as	 a	 charity,	 which	 eliminates	 the	 possibility	 of	 funding	 for	 me	 (the	
independent	 producer).	 Considering	 this,	 the	 channel	 has	 never	 imposed	 a	 deadline	 for	
Broadcast	Yourself	nor	has	 it	ever	been	overly	strict	with	 the	kind	of	content	 I	am	 looking	 to	
deliver,	 but	 ‘suggested’	 a	 very	 clear	 direction:	 entertaining	 and	 investigative	 rather	 than	
educational.		
The	 project	 started	 with	 the	 aim	 of	 producing	 an	 educational	 TV	 programme	 focused	 on	
informing	and	teaching	various	age	groups	how	modern	digital	media	can	be	used	as	a	learning	
tool,	 in	 three	 different	 contexts:	 academia,	 personal	 development	 and	 business	making.	 The	
initial	feedback	received	from	the	channel’s	acquisition	team	ran	by	LM	was	not	at	all	in	favor	







Considering	 this	 initial	 feedback	 I	 produced	 another	 version	 of	 the	 programme’s	 idea,	which	
included	a	large	amount	of	missions.	The	aim	and	field	of	research	(digital	media	as	a	learning	




as	 it	was	 ‘certainly	heading	 in	a	better	direction’	(LM	2014);	however	they	raised	the	 issue	of	






the	 new	 version	 entitled	 ‘Broadcast	 Yourself’	 was	 an	 instant	 like	 for	 the	 channel.	 The	 new	
programme	keeps	a	 few	key	aspects	 from	 the	original:	 	 online	accessibility,	 the	 ‘viral’	 status,	
democratization	 of	 content	 creation	 and	 most	 importantly,	 the	 element	 of	







tips	 on	how	 to	make	 a	 successful	 video?	Why	do	 these	people	do	 this?	 For	 fame?	
Money?	 Both?	 What	 do	 they	 get	 from	 their	 avatars,	 which	 their	 real	 lives	 don't	
provide?	
LM	(2014)	
In	 developing	 the	 outline	 for	 Broadcast	
Yourself,	 I	 partnered	 up	 with	 Lydia,	 with	









production’s	 topic,	 raising	more	 interesting	 research	 questions:	what	 are	 the	 difficulties	 and	
ways	 of	 overcoming	 these	when	 creating	 content	 for	mainstream	 TV	 broadcast,	 what	 is	 the	
negotiation	process	of	the	programme’s	final	form	and	a	realistic	reflection	on	the	time	spent	
on	developing	an	‘endless’	number	of	pitch	documents.	
The	pitch	and	segment	outlines	 (Figures	9	and	10)	 for	Broadcast	Yourself	 (Appendix	3	and	5)	
was	instantly	accepted	by	the	channel,	hence	its	featuring	of	modern	and	entertaining	topics:	
an	 investigation	 of	 the	 development	 and	 management	 of	 an	 individual’s	 online	 broadcast,	
advice	 from	 respectable	 vloggers	 and	 the	 YouTube	 Space	 London	 (YouTube’s	 studios	 which	






























Developing	a	 YouTube	video	 is	 a	much	 simpler	 and	 fun	process	 (Figures	11,	 12	and	13	–	 full	
scripts	available	in	Appendix	6).	Unless	the	new	video	is	sponsored	by	a	company	or	institution	




‘FRINGE’	which	stands	 for	 funny,	 relatable,	 interesting,	new,	generic,	entertaining.	One	of	my	
recent	successful	videos	was	a	comedic	review	of	the	2015	Eurovision	(Eurovision	2015	|	Best	
Moments,	 2015),	 which	 received	 1000	 views	 overnight.	 The	 comments	 are	 all	 positive	 and	
encouraged	 me	 to	 include	 more	 humorous	 sketches	 of	 me	 on	 fire,	 cloning	 and	 delivering	
sarcastic	jokes	in	future	vloggs	(Figures	35,	40	and	41).		
Even	 if	 any	 idea	 is	a	potentially	good	 idea	 for	a	YouTube	video,	not	all	 vloggs	are	 successful;	
however,	even	the	ones	which	gained	less	than	300	views	(because	of	the	 lack	of	generality),	
also	 receive	 entirely	 good	 comments,	 which	 is	 an	 important	 method	 of	 negotiating	 future	





















The	 successful	 alternative	 proved	 to	 be	 the	 most	 obvious	 one:	 scouting	 the	 video	 sharing	
website	 for	 individuals	 who	 fit	 the	 outlines	 I	 had	 written	 in	 the	 pre-production	 process.	






video:	Happy	10th	Birthday	 YouTube!	 (2015)	 (Figure	
14:	available	on	Mrwhosetheboss’	channel)	which	 in	
turn	also	gain	myself	18	subscribes	over	night,	hence	
Mrwhosetheboss’	 large	 following	 (over	 30000	
subscribers)	and	his	 ‘shout’	 in	 the	video	description:	
‘Check	out	Bogdan’s	channel	out:	https://www.youtube.com/user/SpudzAX’.			
Thorough	Catie’s	channel	I	came	across	her	video	interview	with	YouTalkNation,	which	enabled	
me	 to	make	 contact	with	 the	 show’s	 creator,	 youtuber	 Ash,	 and	 to	 invite	 him	 to	 be	 part	 of	
Broadcast	Yourself,	which	he	happily	agreed	to	do.		
In	terms	of	 identifying	and	securing	participants,	the	Community	Channel	had	no	guidance	or	
advice	on	how	 to	 approach	 this	 early	 phase	of	 production	 and	explained	 that	 it	 is	 up	 to	 the	
producer	 to	 arrange	 this.	 The	 traditional	mainstream	approach	 (contacting	 agents	 or	 the	 big	
youtubers	 directly	 through	 the	 business	 email	 provided	 on	 their	 channel)	 turned	 out	 to	 be	
impossible	 very	 early	 on,	 however	 the	 process	 was	 made	 much	 quicker,	 easier	 and	 fun	 by	





and	 it’s	 like	 you	 are	 talking	 to	 your	 friends	 and	 not	 to	 business	 owners,	 because	
everyone	 there	 is	 having	 fun	 creating	 content	 and	 it’s	 a	 really	 good	 way	 to	 start	
collaborations.		
(CatieWahWah,	2015)		
The	 friendships	 that	 formed	between	us	 (as	 small	online	broadcasters)	allowed	 for	a	 smooth	
transition	 from	 agreeing	 to	 take	 part	 in	 the	 project	 to	 the	 filming	 stage.	 Negotiating	 the	
scripts/outlines/interview	 questions	 for	 each	 of	 their	 segments	was	 an	 easy	 process	 as	well,	
considering	 their	 flexibility	 and	 open	 attitude	 to	 answering	most	 questions	 and	 filming	 their	
creator	set-up.	They	brought	forward	interesting	ideas	very	relevant	to	their	type	of	youtubing	
and	identity	and	most	of	these	are	featured	in	the	current	version	of	the	Broadcast	Yourself.		
The	 Friendly	 Activist	 (Figure	 15:	 Ali	 Tabrizi,	 11300	 subscribers)	 is	 a	
youtuber	 who	 uploads	 vloggs	 about	 his	 protests	 for	 animal	 rights,	
healthy	 living	 through	 a	 vegan	 lifestyle	 and	 controversial	 celebrity	
topics	surrounding	his	passion.		













also	as	 friends,	has	 allowed	me	 to	 get	 important	 insight	 into	 the	 various	 types	of	 youtubing,	










very	 different	 processes.	 	 On	 one	 hand,	 the	 TV	 pitch	 is	 based	 on	 imposed	 standards	 for	
direction	 and	 technical	 quality;	 on	 the	 other,	 the	 YouTube	 video’s	 only	 two	 restrictions	 are:	
don’t	 use	 certain	 copy	 written	material	 or	 pornography,	 unless	 the	 creator	 is	 reviewing	 the	
material	in	question,	in	which	case	the	practice	falls	under	Fair	Use.	In	simple	terms,	creativity	
on	 YouTube	 is	 not	 limited	 in	 any	 way	 but	 rather	 encouraged	 by	 YouTube	 and	 several	 big	
creators.		
Since	2012,	different	viral	celebrities	have	been	featured	on	traditional	radio	and	TV	shows	and	
have	 offered	 production	 advice	 for	 new	 youtubers.	 Dan	 (Danisnotonfire)	 and	 Phil	
(AmazingPhil),	 two	very	popular	UK	vloggers;	and	hosts	of	BBC	Radio	1’s	 Sunday	Night	Show,	
have	addressed	aspiring	youtubers	at	Glasgow’s	2015	Radio	1	Academy:			






quality:	 1920x1080,	 25FPS,	 30MB	bit	 rate	 and	 2MB	 sound	 rate;	 quality	which	 can	 be	 almost	






I	 don't	 mean	 to	 dishearten	 you	 at	 all	 when	 I	 say	 this,	 I	 just	 have	 to	 be	 clear;	 as	











broadcast	day/time)	and	 this	 can	 take	 the	 form	
of	 one	 bulk	 sum,	 multiple	 instalments,	 third-
party	finance	or	a	bonus	plan	payment,	enabling	
the	 TV	 producers	 to	 smoothly	 achieve	 the	
expected	 quality.	 In	 the	 case	 of	 Broadcast	





In	 the	 case	of	 locations,	 these	 too	must	be	of	 a	high	production	value	when	 it	 comes	 to	 the	
mainstream	 production.	 Regardless	 if	 the	 producers	 are	 filming	 interviews	 or	 cutaways,	 the	






studio	 space,	 props,	 production	 advice	 and	 post-production	 facilities	 (all	 of	 a	 TV	 broadcast	
quality	standard)	completely	free	of	charge,	as	part	of	YouTube’s	campaign	to	further	develop	


















of	 Broadcast	 Yourself,	 I	
followed	 the	 traditional	
production	 crew	 model	
(Figure	 19),	 securing	 the	
help	 of	 additional	 staff	 for	
each	 shooting	 day	 and	 for	
the	 editing	 process.	 Each	
additional	 member	 had	 a	
clear	 role	 within	 the	
process;	 however,	 keeping	
in	 mind	 the	 nature	 of	 the	
small	 independent	documentary	 I	was	producing,	 it	was	often	 the	 case	where	 crewmembers	
would	assume	additional	temporary	roles	such	as	budgeting,	scheduling,	location	management	
and	seldom	producer	 responsibilities.	This	organizational	model	 is	used	 in	every	 independent	
production	 company	 (small	 or	 large),	 which	 creates	 content	 for	 TV	 broadcasting,	 cinema	
release	or	even	online	publishing.		





Producing	 vloggs	 generally	 only	 requires	 a	 one-man	 crew.	 The	 creator	 or	 youtuber	 takes	 on	
multiple	roles	across	all	aspects	of	making	the	video:	script	writer,	producer,	actor	and	editor;	
the	 camera	usually	does	not	need	operating,	 as	 it	 is	 static	on	a	 tripod	 throughout	 the	entire	














an	 independent	 production	 studio,	 now	 producing	 four	 weekly	 shows:	 Comedians	 On,	 The	
Equals	 Three	 Show,	 Booze	 Lightyear	 and	 Top	 6.	 Currently,	 the	 company	 has	 full	 time	 staff	





is	 the	most	 important	 change	 since	 the	 Internet	 was	 introduced.	 	 Vlogging	 totally	
took	 over…just	 a	 person	 sitting	 in	 front	 of	 a	 camera,	 talking.	 It	 was	 this	 new	
conversation,	 which	 you	 could	 not	 have	 with	 regular	 television,	maybe	with	 radio	




Since	 YouTube	 has	 fundamentally	 changed	 the	 notion	 of	 visual	 media	 from	 a	 professional-
driven	mainstream	production	scape	 to	an	 independently-led	one,	new	challenges	have	 risen	





crew)	 can	 also	be	 viewed	 as	 the	 subject	 itself.	 This	 also	puts	 the	notion	of	 freedom	of	 topic	










Revisiting	 the	 topic	of	equipment	and	broadcast	 technical	quality	of	 the	TV	programmes	and	
vloggs,	 these	 too	 take	 fairly	 different	 forms.	 As	 mentioned	 in	 Chapter	 3	
(Quality/Equipment/Budget)	mainstream	broadcasters	would	under	no	circumstance	allow	the	







terrifying	 images	 were	 immediately	 distributed	 over	 YouTube.	 Apart	 from	 going	 viral	 and	
reaching	tens	of	thousands	of	views	within	minutes	of	its	upload,	the	same	footage	(completely	




has	 already	 obtained	 from	 YouTube:	 many	 viewers	 familiar	 with	 Neda’s	 death	 during	 the	
Iranian	elections	will	recognise	the	already	viral	videos	of	the	tragic	moments.	 In	such	a	case,	
the	broadcaster	 still	 considers	 the	overall	 programme	as	professionally	produced	considering	
that	the	rest	of	the	film	(the	investigation	into	Neda’s	days	before	her	death)	is	filmed	with	high	
quality	 equipment.	 In	 this	 particular	 case,	 hence	 the	 banning	 of	 foreign	 journalism	 by	 the	
Iranian	government,	 the	reporter	 (Saeed	Kamali	Dehghan)	had	to	pose	as	a	 tourist	and	use	a	
camera	 which	 is	 higher	 quality	 than	 amateur	 but	 lower	 than	 broadcast	 standards.	 	 Saeed	
explained:		








From	 this	 we	 can	 conclude	 that	 certain	 exceptions	 to	 high	 image	 quality	 standards	 can	 be	
made;	 and	 a	 programme	 (depending	 on	 its	 content,	 topic	 and	 direction)	 can	 not	 only	 be	
allowed	 to	 vary	 in	 quality	 across	 its	 running	 time,	 but	 can	 also	make	 use	 of	 this	 aspect	 as	 a	
successful	narrative	tool.	
In	Broadcast	Yourself,	I	have	captured	all	of	the	main	content	such	as	interviews	and	cutaways	
in	 the	quality	 imposed	by	 the	Community	 Channel,	 however	 I	 too	have	made	use	of	 various	
phone	clips	and	older	videos	uploaded	 in	720p	(half	 the	size	of	broadcast	quality)	 in	order	to	
highlight	 the	 progression	 through	 which	 my	 interviewee’s	 channels	 have	 gone	 or	 different	
amusing	 conversations	with	 the	 youtubers	 from	 the	 YouTube	 Space.	Whilst	we	 can	 notice	 a	
slight	difference	in	quality	between	the	broadcast-ready	footage	and	the	old/mobile	clips,	the	
latter	 brings	 an	 element	 of	 personality	 and	 fun	 to	 the	 overall	 documentary.	 Following	 the	
example	from	For	Neda	(generating	a	bond	between	the	audience	and	the	story),	I	use	the	low	












Veggies	 vs	 Bacon,	 2015)	 I	 feature	 over	 50	
jump	 cuts	 and	 edit	 to	 cut	 out	 unnecessary	
information,	 rather	 than	 to	 deliver	 a	 smooth	
narrative	story.	The	end	result	of	this	process	
is	 a	 very	 choppy	 four-minute,	 slightly	 angry	





















I	am.	 I	have	been	uploading	a	shit-tone	on	my	gaming	channel	because	 I	don’t	 feel	










shoot	 it,	 which	 enables	 me	 to	 compose	 my	 shots	 in	 a	 more	 professional	 style,	 rather	 than	
chatting	to	the	camera	for	an	hour	and	then	cutting	the	content	down	to	a	four-minute	video.	
In	 my	 latest	 ten	 videos,	 I	 choose	 to	 produce	 a	 smooth	 edit.	 Through	 such	 techniques	 as	
zooming,	 cropping,	 adding	 non-diegetic	 sound	 and	 featuring	 location	 cutaways,	 I	 succeed	 in	




















As	 part	 of	 YouTube’s	 online	 Creator	 Academy	 interactive	 courses,	 creator	 Hazel	 Hayes	
(ChewingSand)	discusses	the	methods	of	measuring	success	on	YouTube:			
A	 lot	 of	 youtubers	 define	 success	 as	 the	 number	 of	 views	 gained,	 or	 number	 of	
subscribers	for	their	channel.	What’s	really	 important	to	me	 is	that	the	feedback	 in	
the	videos	is	good	and	the	likes	are	high.	That’s	what	I	focus	on.	
Hazel	Hayes	(2012)	
User/subscriber	 interaction	 on	 my	 videos	 is	 an	
important	 measure	 (Figure	 22:	 amount	 of	 likes	
received	in	28	days)	of	success	for	my	channel	and	
for	 me	 as	 a	 creator.	 After	 experimenting	 with	
different	types	of	narrative	and	editing,	I	found	that	
making	 the	 choice	 to	 spend	more	 time	 producing	
an	 overall	 higher	 quality	 video	 has	 paid	 off:	 the	
mentioned	above	users	as	well	as	a	few	others	have	
shared	 my	 videos	 in	 their	 networks	 and	 through	
this	 I	 have	 gained	 new	 subscribers	 and	
(unsubscribed)	 supporters.	 This	 proves	 that	 small	









the	 characters	 and	 the	 situations	 in	 which	 we	 see	 them	 on	 the	 traditional	 tube.	 For	 TV	
channels,	 social	media	platforms	such	as	Twitter,	Facebook	and	YouTube	are	an	efficient	and	
free	way	to	promote	and	also	distribute	their	programmes,	but	these	networks	also	represent	a	
supplement	 of	 interactivity	 with	 viewers.	 Simply	 put,	 mainstream	 broadcasters	make	 use	 of	
these	 websites	 to	 deliver	 additional	 content	 and	 as	 a	 forum	 for	 instant	 viewer	 feedback,	
opinions	or	even	content	suggestions.	
At	the	forefront	of	web	video,	YouTube	has	been	called	‘viral’,	‘revolutionary’,	and	a	
‘phenomenon’.	Within	a	 few	 short	months	of	 the	 streaming	 video	website’s	public	
launch	 in	 December	 2005,	 tens	 of	millions	 of	 visitors	 daily	 used	 the	 site	 to	 access	
television	clips	online.		
Lucas	H.	(2007:52)	
Cory	Bergman	discusses	 a	 2011	 survey	 led	by	Bob	Papper	 in	which	 the	 latter	 researches	 the	
true	importance	of	social	media	for	TV	stations	and	its	main	uses	in	the	mainstream	broadcast	
environment.	The	conclusions	of	 this	 research	 is	 that	 ‘92%	of	TV	stations	are	participating	on	
Facebook	 and	 Twitter’	 and	 ‘	 there	 has	 been	 a	 shift	 in	 the	 last	 year	 from	 using	 social	media	
primarily	 as	 a	promotional	 tool	 to	using	 it	 heavily	 to	have	 conversations	with	 the	audience.”	
Bob	Papper	cited	by	Cory	Bergman	(2011).	
	
In	 my	 previous	 broadcast	 documentary	 for	 the	 Community	 Channel	 (Brilliant	 Britain	 Kent,	
2014),	in	which	we	showcased	various	cultural	elements	of	Canterbury	and	surrounding	areas,	
each	of	the	programme’s	segments	would	end	with	me	and	my	co-presenter	(Lydia)	inviting	the	
viewers	 to	 take	 part	 in	 the	 ‘#somethingbrilliant’	 campaign:	 audiences	would	 tweet	 using	 the	
mentioned	hashtag	and	present	which	local	activities	they	were	taking	part	in,	as	well	as	share	
the	awareness	of	the	Brilliant	Britain	series	to	their	friends	and	followers.		
In	my	 original	 pitch	 for	Broadcast	 Yourself	 (how	 social	media	 can	 be	 used	 as	 an	 educational	
tool)	I	proposed	a	similar	campaign	where,	at	key	moments	in	the	documentary,	the	presenter	





youtubers)	 however	 this	 proved	 to	 be	 impossible.	 The	 channel’s	 acquisition	 team	 explained	
that	 in	 order	 to	 develop	 and	 include	 such	 a	 campaign	 certain	 logistic	 aspects	 needed	 to	 be	
considered:	
Ofcom	 have	 very	 strict	 rules	 regarding	 audience	 participation.	 For	 example,	 what	
measures	 would	 be	 in	 place	 for	 customers	 who	 wish	 to	 complain?	 Who's	
accountable	for	the	Twitter	handles	and	the	email	account/s?	We	couldn't	be	seen	to	
promote	 another	 YouTube	 account	 other	 than	 our	 own	 either,	 as	 this	would	 be	 a	




department	 or	 individual,	 as	 highlighted	 by	 LM;	 however,	 through	 social	 media,	 the	 media	
consumers	 are	 free	 to	 express	 themselves	without	 having	 to	 go	 through	 complicated	 official	




Its	 social	 features	 support	 the	 formation	 of	 a	 participatory	 culture	 among	 the	
members	of	its	community.		
Clement	C.	(2010)	
After	 its	 purchase	 of	 YouTube	 and	 introducing	 the	 Partner	 Program,	 Google	 continued	 to	
encourage	creators	to	join	communities	and	network	with	other	talented	video	makers,	aiming	
to	generate	more	users	and	even	more	engaging	content.	 In	2011	 it	 launched	 its	own	online	





Google’s	 social	 network	 is	 not	 exclusive	 to	 vloggers	 or	 youtubers	 but	 also	 to	 professionals,	




G+	 features	 additional	 functions	 such	 as	 community	
pages	(Figure	23),	specific	to	various	interests	(travel,	
sports,	 DIY,	 health,	 love	 etc.).	 In	 the	 interview	 for	
Broadcast	Yourself,	Arun	(Mrwhoosetheboss)	explains	
how	 he	 makes	 use	 of	 technology	 communities	 to	
share	 his	 newly	 uploaded	 content,	 receiving	 very	






I	 too	 share	 my	 vloggs	 across	 various	 relevant	 G+	 communities	 and	 most	 recently	 I	 have	
experienced	 several	 positive	 and	 complementary	 reactions	 to	my	Bucharest	 City	 Tour	 (2015)	
travel	 vlog,	 generating	 new	 subscribers	 for	 my	 channel	 and	 new	 followers	 across	 my	 other	
social	 media	 pages	 (of	 which	 G+	 is	 included).	 I	 produced	 this	 video	 within	 the	
#100DaysChallenge	(a	global	tag):	a	community	organised	by	youtuber	Dan	Oticks	which	invites	
content	creators	 to	upload	a	video	about	the	place	where	they	grew	up,	over	100	days;	with	
the	 goal	 of	 featuring	 100	 countries	 and	 100	 youtubers.	 Publishing	 videos	 within	 an	 existing	
community	 offers	 the	 creator	 instant	 access	 to	 a	 pre-existing	 (and	 generally	 supportive)	
audience	who	 are	 expecting	 original	 and	 engaging	 content	 and	 are	 happy	 to	 offer	 feedback,	
encouragement	and	further	tags	through	comments,	as	seen	in	Figure	21.		




However,	 not	 all	 feedback	 is	 positive	 or	 even	 constructive.	 The	 liberal	 conversation	 space,	
which	YouTube	offers,	can	also	be	discouraging	and	unaccepting	of	some	content.	The	feedback	
is	 completely	 uncensored,	 allowing	 for	 new	 conversations	 between	 ‘haters’	 to	 take	 place	 on	
any	video.	‘Haters’	are	the	audience	members	who	constantly	post	negative	comments,	which	
offer	 no	 criticism	or	 helpful	 ideas.	 In	 his	 research	on	Responses	 To	Antagonism	 on	 YouTube,	
Patricia	G.	defines	the	‘hater’:	








Taking	a	 look	at	 some	comments	 (Figure	24)	 from	my	most	 successful	 video	 featured	on	 the	
CorralexMedia	channel	(an	action	short	film	entitled	‘Nerf	Gun	in	iPhone	slow-motion’	(2014)	–	
















































Fixed	 Price	 or	 Money	 Option	 is	 the	 most	 common	 opinion:	 this	 implies	 that	 the	 producers	
receive	and	upfront	 sum	 for	 their	programme.	 In	 the	case	of	a	 series	documentary	or	 reality	
show,	 the	money	option	 is	 initially	 limited	to	 the	pilot	episodes.	 If	 this	 is	considered	 to	be	of	
broadcast	standard	by	the	channel/network	then	the	producers	are	able	to	negotiate	new	lump	
sums	or	budgets	for	each	of	the	next	ordered	episodes.	 In	the	case	of	one-off	documentaries	
such	 as	 Broadcast	 Yourself,	 the	 Community	 Channel	 will	 acquire	 the	 rights	 to	 air	 the	
programme	on	their	channel.	A	commercial	channel	would	follow	the	same	system,	following	
the	 Fixed	 Price	 deal.	 In	 this	 deal,	 the	 sum	 remaining	 after	 they	 have	 covered	 all	 production	
costs	 (staff,	 location,	 post-production	 etc.)	 represents	 the	 producer’s	 profit.	 This	 brings	 and	
advantage	 to	 the	producer,	 as	 he	or	 she	will	 be	 able	 to	 re-sell	 the	programme’s	 distribution	
rights	to	foreign	broadcasters	or	independent	cinemas.	Alternately,	the	broadcasters	can	opt	to	
buy	the	ownership	of	the	programme	and	gain	full	control	over	all	its	distribution;	this	option	is	
called	 a	 Purchase	 Price	 as	 explained	 by	 most	 TV	 pitch	 networks	 such	 as	
http://www.tvwritersvault.com.		
Product	placement	is	another	way	for	producers	to	earn	money	from	their	documentaries.	This	
is	an	 independent	 strategy,	which	usually	works	well	 in	 the	 fixed	price	deal.	The	broadcaster	
and	producers	negotiate	which	products	are	allowed	to	be	placed	in	the	programme	and	how	
much	 on-screen	 time	 they	 are	 allowed	 (in	 order	 to	 avoid	 conflicts	 of	 interests	 with	 the	
broadcaster’s	 partners)	 but	 all	 placement	 revenue	will	 be	 paid	 by	 the	 product	manufacturer	
(sponsor)	–	in	this	case,	the	producer	is	able	to	generate	two	income	streams	to	invest	in	the	
programme	and	potentially	increase	the	profit	margin.		
Bonus	 Deals	 are	 dependent	 on	 the	 genre	 and	 potential	 popularity	 of	 the	 final	 programme.	
Producers	are	able	to	negotiate	bonuses	either	at	the	beginning	of	production	in	the	case	of	a	










YouTube	 videos	 have	 two	ways	 of	 generating	 revenue:	monetised	 content	 through	Google’s	





2007	 with	 the	 creator	
having	 to	 sign	 a	 non-
disclosure	 of	 income	
contract.	 The	 original	
series	 of	 creators	 who	
monetised	 their	 content	
were	checked	for	eligible	





than	 20	minutes).	 If	 there	 are	 any	 such	 issue	 present	 in	 the	 videos,	 the	 creator	will	 receive	
notifications	to	take	certain	actions	to	resolve	the	infringements,	but	 if	everything	 is	 in	 ‘Good	
Standing’,	the	monetisation	is	enabled	within	minutes	of	pressing	the	button.	
Monetising	videos	allows	 the	creator	 to	earn	55%	of	ad	 revenue	 from	a	variety	of	add	 types	
featured	either	at	the	begging	of	the	video	(skippable),	overlay	ads	(closable)	or	non-skippable	
ads	across	 the	video	 (in	 the	case	of	content	 longer	 than	15	minutes).	Earnings	are	generated	
based	 on	 the	 numbers	 of	 view	 of	 each	 video	 and	 (more	 importantly)	 by	 the	 clicks	 and	 time	
navigated	on	the	newly	opened	 link	from	the	ad	displayed	on	the	creator’s	video.	 In	my	case	
(newly	created	channel	with	 just	24000	 life-time	views)	 I	have	only	generated	£5.86	 from	58	
videos	 and	 7	months	 of	 upload.	Monetised	 YouTube	 channels	 become	 profitable	 once	 they	





Sponsored	 videos	 are	 a	 more	 profitable	
earning	model	 for	 youtubers	as	 they	 can	
be	 paid	 bulk	 sums	 for	 one-off	 videos	
about	a	certain	product.	This	 too	 is	open	
to	 creativity	 and	 the	 video	 will	 take	 a	
form	faithful	to	the	creator’s	typical	style	
(story,	 presenting,	 humour,	 editing	 etc.)	
hence	 the	 video	will	 be	 presented	 to	 the	 creator’s	 own	 audience.	 This	 reflects	 the	 fact	 that	








While	 TV	 programmes	 such	 as	 X-Factor	 or	
Coronation	Street	are	required	to	feature	a	small	
‘P’	 logo	 (Figure	 28)	 placed	 on	 screen	 during	
adverts	and	radio	adverts	must	end	with	a	terms	
and	 conditions	 announcement,	 vloggs	 should	
also	include	clear	indication	of	sponsorship.	The	







the	 page	 of	 a	magazine.	 [Some]	 are	 clever	 about	 their	 language…they	 don't	 want	













Sometimes,	 it’s	not	always	obvious,	 in	particular	on	digital	media	platforms,	which	 is	






Cook	a	Monster	 (2015)	that	was	sponsored	by	Oreo.	The	video	also	 features	other	 influential	
youtubers:	 Luke	 Cutforth,	 Phil	 Lester	 and	Dan	Howell.	 The	 three	 youtubers	were	 involved	 in	
making	 the	 video,	 however	 they	 were	 not	 directly	 paid	 (explained	 in	 the	 BBC	 News	 Beat	
interview).	 Luke	 (LukeIsNotSexy)	 argued	 against	 the	 imposed	ASA	 rules	 for	 sponsored	 vloggs	
explaining	 that	 audiences	 are	 able	 to	 understand	 when	 a	 video	 is	 paid	 for	 without	 obvious	
indication:	‘Most	people	were	pretty	clear	on	the	fact	that	the	video	was	sponsored…generally	
my	 audience	 was	 smart	 enough	 to	 know	 what	 is	 sponsored	 and	 what	 isn’t.’	 (Luke	 on	 BBC	
Newsbeat,	2015).	
	
In	 the	 same	 interview,	 digital	 producer	 Charly	Cox	 (representing	 another	 influential	 UK	
youtuber:	 Casper	 Lee)	 continue	 to	defend	 vloggers	 against	 the	ASA	 regulations	by	explaining	








YouTube	 also	 actively	 enforces	 the	 advertising	
regulations	 imposed	 by	 the	 ASA	 and	 other	 non-UK	
advertising	regulating	bodies.	The	site	requires	every	














Ridgewell	 (TomSka)	 touches	on	 the	notion	of	 impressionable	audiences	and	 in	 fact,	 supports	
the	ASA:	
	
I	 recon	 it’s	 for	 the	 best.	 It’ll	 probably	 be	 a	 bit	 of	 an	 inconvenience	 for	 us	 content	






Other	ways	 for	 youtubers	 to	 ‘earn	 a	 living’	without	 being	 targeted	by	 the	ASA	are	 the	more	
traditional	 methods,	 which	 TV	 celebrities	 also	 practice:	 selling	 unique	 merchandise	 such	 as							
T-shirts,	hats,	posters	etc.	and	public	appearances	at	certain	events,	usually	related	to	the	type	
of	content	which	youtubers	create	and	upload.	PR	agencies	often	collaborate	with	vloggers	like	
Zoella	 (beauty	 vlogger)	 to	 appear	 at	 product	 launches	 or	 fashions	 shows	 and	 printing	












Talent	 agents	 for	 producers,	 scriptwriters	 and	 directors	 promote	 the	 creator’s	 filmmaking	
talents.	 They	 essentially	 hunt	 for	 the	 best	 deals	which	would	 be	 both	 interesting	 and	 in	 line	
with	the	unique	creative	style	of	their	client.	
	
As	 a	 talented	 creator,	 before	 reaching	 celebrity	 status	 and	 requiring	 career	 management	
assistance,	 everyone	 has	 to	 self-manage	 their	 careers.	 This	 is	 another	 aspect,	 which	 is	 very	
similar	between	traditional	broadcast	and	the	online	scene.	Without	the	opportunities	brought	
forward	by	a	talent	agent,	creators	primarily	aim	to	gain	experience	 in	order	to	develop	their	
skills.	The	mainstream	TV	 industry	will	 limit	 the	creator	 to	produce	documentaries	 for	 lower-
end	broadcasters	 (like	 the	Community	Channel)	whom	are	not	able	 to	 invest	a	budget	 in	 the	
end	product	–	making	 the	process	of	developing	one’s	 creative	 career	a	 slow	and	 traditional	
step-by-step	process,	hence	the	 imposed	standards	for	both	the	story	topic	and	the	technical	
quality.		
YouTube	 on	 the	 other	 hand	 allows	 for	 a	 liberal	 development	 of	 the	 creator’s	 filmmaking	 /	
vlogging	 career	 as	 there	 are	 no	 imposed	 formal	 standards	 and	 thus,	 the	 creator	 is	 free	 to	
upload	virtually	any	type	of	video.	
Before	reaching	viral	status	and	being	able	to	contract	a	manager	or	agent,	youtubers	manage	
their	 creative	 careers	 mostly	 through	 social	 media,	 direct	 email	 to	 potential	 sponsors	 and	
through	YouTube’s	Creator	Studio	(Figure	30).	This	
facility	 (introduced	 in	 2011)	 allows	 the	 online	
creator	 to	manage	and	market	his	or	her	content	
independently,	 from	within	 the	 channel.	 Through	
this	the	youtuber	is	able	to	make	promotional	and	
monetisation	settings	such	as:	channel	trailer,	 fan	
finder	 promo	 video,	 set	 the	 videos	 in	 categories	









50000	 subscribers)	 to	 seek	 talent	 representation	 or	 management	 through	 a	 Multi-Channel	
Network	(MCN	or	“network”)	such	as:	SocialBlade_Legacy,	Fullscreen,	Collab_affiliate.	
Being	 part	 of	 a	 network/agency	 is	 a	 method	 which	 functions	 similarly	 to	 the	 traditional	
broadcast	 industry.	 Networks	 and	 agencies	 have	 the	 resources	 to	 provide	 support	 and	
infrastructure	 for	 publishing	 content	 in	 markets	 best	 suited	 for	 the	 types	 of	 productions.	
Networks	 are	 organisations,	which	 operate	 independently	 outside	 of	 the	 YouTube	marketing	
system.	 They	 affiliate	with	multiple	 creators’	 channels	 and	offer	 content	 creators	 advice	 and	
services	 in	 areas	 of	 programming,	 funding,	 cross-promotion,	 Partner	 Program	management,	
copyrights,	monetisation/sales	of	merchandise	and	audience	development.		
An	influential	example	of	such	is	The	Collective	Digital	Studio,	an	entertainment	management	
organisation	 who	 seeks	 to	 develop	 creative	 talent	 across	 multiple	 platforms	 and	 is	 unique	
because	of	its	strategy	to	invert	the	traditional	media	system.	Their	innovative	service	is	that	of	


















Copyright	 arises	 whenever	 an	 individual	 or	 company	 creates	 a	 work:	 A	 work	 is	
subject	to	copyright	if	it	is	regarded	as	original,	and	must	exhibit	a	degree	of	labour,	
skill	 or	 judgement.	 (…)	 For	 example:	 your	 idea	 for	 a	 book	 would	 not	 itself	 be	
protected,	but	the	actual	content	of	a	book	you	write	would	be.	
		UKCCS	(2015)	
Google	 also	 implements	 strict	 punishments	 on	 channels	 or	 websites,	 which	 have	more	 than	





claimant	 [Merlin]Danmark	 Music	 Group	
(Figure	31)		and	monetisation	was	enabled	
for	this	video,	the	channel	was	black	listed		
and	 the	 monetization	 function	 was	
blocked	 from	 the	 Creator	 Studio	 for	 the	
entire	channel.		
The	process	of	 lifting	a	copyright	claim	from	YouTube	content	 is	simple:	 it	 implies	completing	
YouTube’s	online	 Copyright	 Course,	an	 interactive	 set	 of	Happy	 Tree	 Friends	 (2006)	 cartoons	
which	 explain	 the	 laws	 of	 creating	 and	 using	material,	 followed	 by	 a	 short	 five	minute	 quiz.	
Completing	 the	 course	 takes	 no	more	 than	 half-hour,	 however	 the	monetization	will	 remain	
disabled	by	Google	for	the	total	duration	of	one	year.	If	during	this	time,	the	content	receives	a	






Drawing	 from	 this	 experience,	 I	 have	 kept	 the	 BogDanVlogs	 channel	 in	 good	 standing,	 using	




























produced.	While	 traditional	TV	has	 limited	Broadcast	Yourself	 to	a	very	specific	direction	and	
format	by	imposing	industry	quality	standards,	YouTube	and	its	communities	have	encouraged	
me	 to	 push	 creative	 boundaries	 by	 allowing	 me	 to	 freely	 shape	 my	 content.	 What	 I	 have	
referred	to	as	a	‘viral	phenomena	of	vlogging’	at	the	start	of	this	thesis	has	proved	to	be	global	
creative	culture.	By	taking	part	in	this	through	the	practice	of	vlogging,	I	have	met	like-minded	
independent	 producers	 and	developed	 collaborations	 on	our	 YouTube	 channels	 as	well	 as	 in	
mainstream	project	Broadcast	Yourself.	
The	 dynamic	 of	 YouTube’s	 rapid	 distribution	 and	 open	 feedback	 platform	 has	 aided	 our	
channels	to	grow	consistently	and	us	to	be	become	go-to	persons	for	certain	types	of	content,	
within	 the	 communities	 that	 we’ve	 joined.	 I	 have	 furthermore	 identified	 how	 YouTube	 is	 of	
valuable	use	to	mainstream	media:	 it	has	had	a	big	role	in	raising	awareness	about	Broadcast	
Yourself	and	served	 in	building	an	audience	 for	 the	documentary	even	before	 its	completion;	
through	 the	 distribution	 of	 behind-the-scenes	 vloggs	with	 the	 four	 contributors	 and	 through	
more	focused	vloggs	such	as	Check	out	my	Cactus	(2015)	featuring	Ash	(Figure	Collaboration	1);	
and	 Ash’s	 episode	 YouTalkTV	 with	 Bogdan	 Alexe	 (2015)	 in	 which	 he	 interviews	 me	 about	
Broadcast	Yourself	and	its	premise	(Figure	Collaboration	2).	
Over	 the	 year	 of	 research	 and	 practice,	 I	 have	 imitated	 video	 production	methods	 (such	 as:	
careful	development	and	fine	editing)	that	we	see	in	the	mainstream	broadcast	scene	and	I’ve	
tailored	 these	 to	my	personal	 type	of	humor	and	 to	my	YouTube	viewers’	 comments.	 I	 have	
made	use	of	both	mainstream	and	online	user	feedback	to	negotiate	the	form	of	my	YouTube	
content	 and	 as	 a	 result	 of	 this	 practice,	 I	 have	 successfully	 launched	 an	 independent	 online	
video	 broadcast	 that	 is	 now	 actively	 followed	 by	 acquired	 fans,	 is	 generating	 income	 and	










Digital	 Media	 (DM)	 as	 a	 learning	 tool	 in	 three	 ‘progressive’	 areas	 of	 any	 individual’s	 life:	
academia	 (schooling	 up	 to	 age	 18),	 professional	 development	 (building	 or	 further	 advancing	
one’s	career)	and	business	making	(educating	colleagues/staff	and	clients	about	your	service)’.	
Pending	a	final	proposal/pitch,	the	film	has	very	strong	potential	of	being	featured	into	a	19-25	









College.	William	 is	 teaching	a	class	of	18	year	olds	and	 is	making	extensive	use	of	DM	 in	
order	 to	make	 his	 lesson	 attractive,	 engaging	 and	 to	 empower	 the	 students	 by	 offering	
them	control	over	their	learning.	
2. Dr.	 Hannah	 Swift	 (age	 28)	 TBC	 pending	 meeting	 on	 in	 Jan:	 Eastern	 Academic	 Research	
Consortium	Research	 Fellow	 for	 Kent	University.	 Dr	 Swift	 is	 telling	 us	 all	 about	 how	 the	
extended	 use	 of	 DM	 has	 played	 an	 important	 part	 in	 advancing	 her	 career	 in	 building	
collaborations	and	 research	within	 the	social	 sciences	sector	as	well	helping	her	produce	
and	deliver	her	own	research.		



























The	 film	 starts	 with	 the	 presenter	 BA	welcoming	 the	 audience	 to	 the	 show	 and	 introducing	
himself	as	we	heads	towards	the	studio.	Once	having	reached	the	studio	(which	is	design	as	a	
modern,	minimalistic	style	office:	tidy,	few	props,	contrasted	colours	between	chairs,	desk	and	
background	 ‘display	 board’)	 the	 presenter	 introduces	 his	 co-presenter/moderator	 LM.	 The	
presenters	 have	 a	 ‘display	 board’	 (green	 screen)	 behind	 them	 which	 will	 be	 used	 to	 show	
relevant	pictures,	clips,	diagrams	and	‘coming	up’	clips	as	they	discuss	specific	topics.	In	doing	
so	 (setting	 up	 the	 listed	 throughout	 all	 studio	 segments)	 they	 will	 make	 use	 of	 DM	 related	
props:	iPhones,	iPads	etc.	as	remote	controls.	BA	introduces	the	overall	topic	and	continues	to	
explain	what	 is	 next	 on	 the	 show:	 three	 segments/meeting	 three	people	 from	very	 different	
areas/all	having	the	extended	use	of	DM	in	common	as	part	of	their	work/jobs	and	how	this	can	
be	used	as	a	 learning	 tool	 in	 three	different	 contexts.	As	both	are	 sitting	at	 their	presenter’s	







We	 see	Will	 in	 the	 library,	 collecting	 his	material	 from	 traditional	 sources	 (books)	 and	 later	




the	students	–	 in	 this	 time	he	explains	his	 lesson	 targets,	 choice	of	 technology	and	activities:	
these	might	 include	 the	 use	 various	 apps	 through	 which	 students	 will	 be	 able	 to	memories	
definitions,	 discuss	 topics	 over	 their	 iPhones	 (with	 anonymous	 real	 time	 display	 of	 the	
answers/ideas	on	the	white	board)	and	researching	relevant	topics.	The	lesson	is	underway	and	
we	see	the	students	using	the	technology	and	discussing	their	tasks	as	well	as	feeding	back	to	
the	 teacher.	 Further	 V.O.s	 from	Will	 explain	 the	 expected	 outcomes	 of	 using	 DM	 as	 a	main	
learning	 tool,	 the	 reason	 behind	 creating	 a	 real-time	 virtual	 learning	 environment	 for	 the	




technology/DM	 in	 a	 classroom	 context	 (more	 engagements,	 better	 presentation	 of	 the	
material,	 potential	 loss	 of	 focus,	missing	 key	 elements	 of	 the	 lesson	 etc.)	 and	 the	 quality	 of	
traditional	 material	 once	 reformatted	 into	 DM	 (does	 the	 quality	 remain	 the	 same,	 does	 it	
become	 better/worse,	 can	 we	 question	 its	 authenticity?).	 The	 interview	 concludes	 and	 B	








the	 idea	 of	 allowing	 students	 to	 extensively	 use	 DM	 and	 relevant	 technology	 in	 class.	 Full	
screen	playback	of	the	(muted)	mentioned	scenes	with	corner	split	screen	frames	of	BA	and	LM	






We	 see	 DHS	 looking	 over	 her	 published	 research	 on	 her	 computer,	 comparing	 and	 sorting	
notes,	preparing	a	new	project.	A	mix	of	her	V.O.	and	B’s	introduce	the	character	and	offer	info	
about	 her	 research	 background	 and	 traditional	 methodology	 of	 producing	 such	 work	 in	 the	
past.	The	V.O.	continues	to	explain	how	much	DM	she	has	used	in	her	work	in	recent	years	and	
how	this	has	been	beneficial	 in	 further	developing	her	career,	 i.e.:	establishing	a	 relationship	
with	 US	 based	 researchers	 through	 social	 media	 (twitter).	 Interview	 with	 B	 will	 approach	
questions	about:	her	first	contact	with	DM	in	the	context	of	producing	data/research	and	the	
realisation	that	DM	would	become	an	asset	for	her	work,	examples	of	preferred	DM	platforms	
such	 as	 open	 libraries,	 discussion	 forums	 etc.,	 the	 benefits	 of	 using	 these	 as	 opposed	 to	
traditional	methods	 (speed	of	selecting	material,	WWW	access	 to	opinions,	 the	availability	of	
receiving	quick	 feedback,	etc.).	The	segment	continues	with	DHS	describing	her	 latest	project	
and	explaining	 if	 the	use	of	DM	(with	reference	to	the	use	of	specific	 tools/technologies)	has	
made	 the	process	easier	and	 if	 so,	how.	 In	a	 final	 interview,	 the	 two	will	discuss	how	DHS	 is	
planning	to	further	use	DM	in	order	to	promote	her	work/further	develop	her	career	(potential	
strategies/accessing	 specific	 platforms	 etc.).	 The	 interview	 concludes	 and	 B	 reminds	 the	
viewers	that	we’ll	be	meeting	DHS	once	more	nearer	the	end	of	the	film	for	a	surprise	segment.	
	





presenters/producers	 whom	 have	 used	 DM	 to	 investigate	 the	 topic	 at	 hand,	 develop	 and	
produce	 the	 film	 that	 the	 audience	 is	watching	 right	 now.	 L	 raises	 the	question	of	 ‘standard	
methodology	using	DM	 in	 the	context	of	career	making’	and	B	argues	 that	hence	DM’s	 rapid	
evolution	and	expansion,	 a	 ‘typical	method’	 is	 difficult	 to	define	 and	 thus	people	 are	 free	 to	











staff	 (cut-always/montage/pictures	 of	 training	 underway	 +	 VoxPops	 of	 trained	 staff)	 and	
‘educating	 their	 clientele’	 about	 their	 activity	 (cut-aways	 of	 their	 preferred	methods	 such	 as	
online	marketing	and	Vloging	being	produced	in	their	in-house	studio)	–	we	watch	a	couple	of	
examples	 of	 end-products	 and	 hear	 an	 explanation	 about	 what	 makes	 this	 a	 very	 efficient	
method	 of	 good	 practice	 in	 SGM’s	 work.	 The	 interview	 will	 also	 seek	 to	 answer	 questions	
around	the	topics	of:	DM	as	a	necessity	for	business	 in	2015	(yes/no	-	why),	why	their	clients	
(individuals	 or	 other	 businesses/organisations)	 chose	 DM	 rather	 than	 traditional	methods	 of	
promotion,	 the	 amount	 of	 DM	 content	 that	 is	 produced	 in	 their	weekly	 activities	 and	 if	 this	
content	is	new/original	or	just	an	improved/upgraded	form	of	a	pre-existing	one	(recycling).	SM	
focuses	 on	 a	 particular	 successful	 project	 from	 the	 past	 6	 months	 and	 makes	 reference	 to	
specific	 aspects	 that	 are	 relevant	 to	 the	 above	 questions.	 The	 interview	 concludes	 and	 B	
reminds	 the	 viewers	 that	 we’ll	 be	meeting	 SM	 once	more	 nearer	 the	 end	 of	 the	 film	 for	 a	
surprise	segment.	
	
7. Studio	 4	 (S4)	 –	 BA	 draws	 conclusion	 from	 the	 Business	 Making	 Segment,	 discusses	 one	
particular	topic	with	LM	and	welcomes	WG,	DHS,	SM	to	the	studio	for	the	surprise	segment,	2	
min		
Back	 in	 the	 studio,	 B	 and	 L	 chat	 about	 the	 idea	of	DM	as	 ‘a	 necessity	 in	 business	making’.	 L	
draws	back	to	the	discussion	from	S3	and	highlights	that	the	audience	has	now	seen	a	couple	of	
‘typical	 methods	 of	 using	 DM’.	 B	 encourages	 the	 audience	 to	 test	 these	 and	 e-mail	 in	 with	
success	stories	or	questions.	L	rolls	a	short	recap	clip	of	what	has	happened	so	far	(mentioning	
the	 three	 different	 areas	where	 DM	 can	 be	 successfully	 applied).	 	 B	 raises	 a	 few	 potentially	
























B	 and	 L	 thank	 the	 guest	 for	 taking	 part	 in	 the	 show	and	 for	 sharing	 their	 expertise	with	 the	
audience.	The	presenters	continue	to	encourage	the	audience	to	 investigate/experiment	with	
DM	 in	 their	 daily	 routine	 (beyond	 social	media)	 and	 invite	 the	 viewers	 to	 e-mail	 in	with	 any	















Thank	 you	 for	 sending	me	 the	outline	 for	 your	 film	project.	Here	 are	my	 initial	 thoughts:	 I'd	
have	a	rethink	about	the	name	of	the	series	 (am	I	 right	 in	assuming	by	 'long-form'	you	mean	
series?	 And	 if	 so,	 how	many	 episodes	 are	 you	 proposing?)	 I'd	 always	 advise	 film-makers	 to	
make	their	titles	as	punchy	as	possible.	Put	yourself	in	the	viewer's	chair,	when	flicking	through	
the	channels	would	you	be	enticed	enough	to	stay	on	'2015,	A	Digital	Age'?	The	idea	here	is	to	
maximise	 our	 audience.	 Viewers	 take	 1-2	 seconds	 to	 decide	 whether	 they	 want	 to	 watch	 a	











Ofcom	 have	 very	 strict	 rules	 regarding	 audience	 participation.	 For	 example,	 what	 measures	
would	 be	 in	 place	 for	 customers	 who	wish	 to	 complain?	Who's	 accountable	 for	 the	 Twitter	
handles	and	the	email	account/s?	We	couldn't	be	seen	to	promote	another	YouTube	account	




standpoint,	 I'm	 trying	 to	 see	 the	 hook	 of	 the	 show.	 What's	 the	 tone?	 Who's	 its	 audience?	
What's	 its	 tagline...?	 I	understand	what	you	attempt	to	do	but	how	do	we	make	an	audience	




all	when	 I	 say	 this,	 I	 just	 have	 to	 be	 clear;	 as	mentioned	 previously,	we	 can	 only	 commit	 to	













make	 it	 more	 fun.	 What	 are	 your	 thoughts	 on	 this	 new	 approach	 -	 taking	 away	 the	 overly	






o In	 business	 -	 the	 presenters	 get	 a	 1	 day	 internship	 in	 a	 media	 company	 and	 have	 to	
quickly	adapt	to	the	work	flow	etc.			The	fun	aspect	lies	in	the	possibility	of	having	some	
"real	 content"	 with	 natural	 reactions,	 the	 experts'	 opinions	 of	 the	 presenters'	
performances	 and	 the	 "big	 brother	 confession	 room"	where	 the	 presenters	 get	 to	 say	
how	well	 or	 bad	 they	 think	 they	 have	 done	 in	 these	 challenges.	 	 	 Do	 you	 think	 that	 I	
should	pursue	this	approach	and	come	up	with	a	new	outline?	Lydia	is	well	on	board	with	

















There	 will	 be	 strict	 regulations	 at	 work	 for	 what	 you	 can	 and	 cannot	 film	 in	 these	 sorts	 of	
environments.	
	














































the	 teen	 demographic.	 Saying	 that,	 YouTube	 has	 created	 hundreds,	 if	 not	 thousands	 of	









BY	 is	 a	 short	 history	 of	 the	world’s	 largest	 free	 broadcasting	 site,	 seen	 through	 the	 eyes	 of	
young	content	producers	whom	have	witnessed	10	years	of	changes	in	YouTube.	The	film	takes	
a	look	what	it	takes	to	become	an	‘Internet		sensation’,	and	the	impact	of	making	opinionated	




The	 film’s	 central	 focus	 will	 be	 on	 a	 number	 of	 vloggers	 whom	 have	 been	 creating	 original	
content	 in	 YouTube	 for	 a	 number	 of	 years.	 They’ll	 have	 built	 up	 a	 respectable	 amount	 of	
subscribers	and	views	through	the	self-broadcasting	website.	They	will	tell	us	about	how	much	




Alongside	 the	main	 talent,	we’ll	 hear	 from	other	 up	 and	 coming	 /	 newly-started	 vloggers	 as	
they	 work	 to	 establish	 /	 discover	 their	 online	 identities.	 They’ll	 tell	 us	 about	 today’s	 online	
broadcasting	 reality:	 how	 easy/difficult	 it	 is,	 how	 similar	 to	 mainstream	 broadcasting	 is	 the	
online	 audience	 and	 the	 democratisation	 of	 broadcasting	 –	 what	 happens	 when	 literally	
everyone	starts	uploading	their	opinion?		
Potentially	we’ll	have	the	opportunity	 to	visit	 the	YouTube	Space	 in	London,	which	 is	a	space	
used	by	YouTubers	with	5,000	 subscribers	or	more.	Our	 featured	vloggers	will	 give	us	a	 tour	


























creating	 your	 own	 broadcast,	 then	 we	 come	 back	 to	 that	 at	 the	 end	 and	 see	 how	 well	 it's	






















I	 also	 looked	 over	 the	 target	 audience	 and	 schemed	 through	 your	 broadcast	 schedule	 (for	









how	 it's	 transitioned	 from	a	 hobby	 to	 a	 'way	 of	 life',	 any	 kind	 of	 (sensible)	 bad	 sides	 to	 this	
lifestyle	and	speculations	to	what's	next	(for	the	characters	over	this	kind	of	social	media).			It's	
much	more	 'now'	 and	 if	 it	 comes	 out	 in	 the	 summer	 it	 would	work	with	 the	 hype	 that	will	
already	be	online.	So	for	this	I'm	hoping	to	build	one	of	two	idea:		
	




of	 story	 form.	 For	 these	 I'm	 looking	 to	 get	 someone	 with	 quite	 a	 few	
followers/subscribers	 (250k	 ish)	 -	 I	 already	have	someone	 in	mind.	 I've	also	started	 to	
contact	 the	 agents	 for	 Zoella	 and	 Mathew	 Butler	 for	 a	 camio	 on	 the	 film	
(#wishfulthinking).	 Around	 the	 main	 character/s,	 we'll	 have	 a	 few	 'mini-




picked	 up	 from	 'Press	 Pause	 Play'	 -	 but	 of	 course	 applied	 to	 TV.	 I'd	 also	 be	 looking	 into	 the	









































The	 segment	 explores	 your	
experience	 as	 an	 online	
reviewer	 and	 seeks	 to	 find	out	
what	 YouTube	 is	 for	 you,	 why	
did	 you	 start	 doing	 it,	 how	 is	
your	 audience	 interacting	 with	
you/your	material	and	 if	 this	 is	





















































































connecting	 to	 your	 protests?	 Did	 one	
kick	 start	 the	 other?	 Are	 they	 part	 of	
the	same	activity	or	are	they	separate	
activities?	 The	 segment	 explores	 your	
vlogging	 experience	 and	 seeks	 to	 find	
out	what	YouTube	 is	 for	 you,	why	did	
you	 start	 doing	 it,	 what	 are	 you	






















































The	 segment	 explores	 your	
experience	 as	 an	 online	
reviewer	 and	 seeks	 to	 find	
out	what	YouTube	is	for	you,	
why	 did	 you	 start	 doing	 it,	





















































































The	 segment	 explores	 your	
presenter	experience	and	seeks	to	
find	out	what	YouTube	is	for	you,	
why	 did	 you	 start	 doing	 it,	 is	 it	 a	
better	 platform	 than	 traditional	
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